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While cheaper technology, wider training availability and the online digital learning environment have
broadened the opportunities for geographers to use film and video, it has also led to calls to improve the
discipline’s media literacy. This need is made even more urgent by the shift in qualitative research to
practice-based methods targeted towards how we experience our lived environment. Other shifts in
empirical and conceptual focus are also relevant, particularly interest in emotional beneath the surface
geographies and calls for participation rather than observation encased in recent debates on the
Anthropocene. The negative association of film with entertainment and marketeering has led to concerns
about the suitability of film as a research output and has led some scholars to restrict themselves to a
stringent use of real-time ‘video’ in a primarily data-collection context. This paper adopts a practice-
based approach in order to identify some of the complex qualities that a research film holds and
contribute to the debate about its future as a form of academic research and publication. Reflecting on
a recent film-based research project on heritage tourism in Syria and Jordan I argue that the potential to
manipulate, distort or entertain should not be ignored or refuted. Rather the wide range of relationships
between people, objects and landscape within the frame such as depth of field, mise-en-scene and
between the frames via editing (montage) give film a complex viscerality and multi-sensorial power that
can help us explore how we communicate our feelings and connect the experiential qualities of filmic
research methods to final outputs.
Key words: visual methods, qualitative research, geographies of film, emotional geographies, heritage
tourism, digital media
Introduction
Film and video media are pivotal to the represen-
tation, communication and interpretation of geographical
knowledge. Cinematic (particularly in relation to land-
scape) analysis is a relatively well-established field. The
‘cultural turn’ of the 1980s acknowledged the discipline’s
dependency on the visual (in Cosgrove and Daniel’s 1988
phrase it was thought of as the ‘eye’ of history) and
opened the way for a rigorous exploration of the relation-
ship between geography and film (e.g. Cresswell and
Dixon 2002; Lukinbeal and Zimmermann 2006). The use
of digital video has also become an increasingly popular
tool, particularly real-time video in a data-collection
context (Haw and Hadfield 2011; Pauwels 2010). Docu-
mentary films and video clips in PowerPoint presentations
are also well-established tools for geographical teaching
and dissemination.
However, as Rose has pointed out, while geography
might well depend on ‘visualities and visual images to
construct its knowledges’ (2001, 212), it does not always
consider the consequences of this dependency. More
recently and in more practical terms, Lukinbeal has noted
that ‘while geographers increasingly use media to teach,
students often are not taught how to critically evaluate
what are media and how they produce geographic
meaning’ (2014, 41). This means that ‘underlying lite-
racies that link geography to media remain uncharted’.
If geographers are to pay more attention to the practices
that make representations, one of the best ways is through
the process and practice of making films. Cheaper and
easier access to the necessary tools, skills and equipment
1bs_bs_query
2bs_bs_query
3bs_bs_query
4bs_bs_query
5bs_bs_query
6bs_bs_query
7bs_bs_query
8bs_bs_query
9bs_bs_query
10bs_bs_query
11bs_bs_query
12bs_bs_query
13bs_bs_query
14bs_bs_query
15bs_bs_query
16bs_bs_query
17bs_bs_query
18bs_bs_query
19bs_bs_query
20bs_bs_query
21bs_bs_query
22bs_bs_query
23bs_bs_query
24bs_bs_query
25bs_bs_query
26bs_bs_query
27bs_bs_query
28bs_bs_query
29bs_bs_query
30bs_bs_query
31bs_bs_query
32bs_bs_query
33bs_bs_query
34bs_bs_query
35bs_bs_query
36bs_bs_query
37bs_bs_query
38bs_bs_query
39bs_bs_query
40bs_bs_query
41bs_bs_query
42bs_bs_query
43bs_bs_query
44bs_bs_query
45bs_bs_query
46bs_bs_query
47bs_bs_query
48bs_bs_query
49bs_bs_query
50bs_bs_query
51bs_bs_query
52bs_bs_query
53bs_bs_query
54bs_bs_query
55bs_bs_query
56bs_bs_query
57bs_bs_query
58bs_bs_query
59bs_bs_query
60bs_bs_query
61bs_bs_query
62bs_bs_query
Area, 2015, doi: 10.1111/area.12198
Toppan Best-set Premedia Limitedbs_bs_query
Journal Code: ARE Proofreader: Mony
Article No: AREA12198 Delivery date: 13 Apr 2015
Page Extent: 8
The information, practices and views in this article are those of the author(s) and do not
necessarily reflect the opinion of the Royal Geographical Society (with IBG).
© 2015 Royal Geographical Society (with the Institute of British Geographers)
1
bs_bs_query
2
bs_bs_query
3
bs_bs_query
4
bs_bs_query
5
bs_bs_query
6
bs_bs_query
7
bs_bs_query
8
bs_bs_query
JOBNAME: No Job Name PAGE: 2 SESS: 10 OUTPUT: Mon Apr 13 14:10:59 2015
/Xpp84_Wiley/wiley_journal_A/AREA/area_v0_i0/area_12198
required to make films as well as the ongoing digitisation
of the learning environment means that more and more
geographers are not just writing about films, but making
them. The use of film and video as both a research tool
and a form of dissemination is an exciting new and
growing field, particularly in the realm of the film as essay
(Kieller 2010; see also Massey 2011), documentary
(Collard 2014; Gandy 2007), ethnomethodology (Laurier
2010), research reports (Baptiste 2014), participatory
video (Kindon et al. 2007; Parr 2007), digital storytelling
(Bliss 2011) and videography (Garrett 2011; Merchant
2011).
While the current surge of interest in the use of digital
video is very welcome (and long overdue), many ques-
tions remain. Rather than mimic existing film formats used
in the film and television industry or adopted by other
disciplines, the need for greater media literacy begins
with investigating further how film is constructed and
what constitutes a geographical film. Moreover, we need
a better understanding of how film differs from other
research methods and what particular qualities of film
make it useful for which kind of research. Related to this
is the question about the use of film as a form of publi-
cation, in particular the urgent issue of how we can
begin to incorporate film more fully into the peer-review
process. The gaps in our filmic literacy and the current
lack of opportunity for filmic publication highlight the
urgency for a greater understanding in the discipline of
how digital media in general works, from its production to
its consumption, both at the time it is made and screened
and later, when it transfers to the archive.
Rather than getting too stuck on the premise that film is
a ‘visual research method’ – a canon of work still primar-
ily concerned with still images (Rose 2012) – this paper
wishes to begin to address the above questions from the
stance that the multi-sensorial and mutable (Mariategui
2011) qualities of film take it beyond the visual as both a
field of representation and as a research method. Instead
film is a better fit in the body of research methods that are
multi-sensorial, multi-modal, practice-based and targeted
towards how we experience our lived environment
(Marion and Chowder 2013; Jewitt 2009; Pink 2011).
At its heart film is a form of practice-based enquiry, so
it seems appropriate to adopt a practice-led approach to
this article by reflecting on my own experience of using
film – both as a method and one of the main publication
outputs – as part of an ESRC-funded research project on
heritage tourism between 2008 and 2011. ‘Rebranding
the Levant: contested heritage and colonial modernities in
Amman and Damascus’ set out to investigate the rapidly
changing practices of heritage tourism in Amman and
Damascus, from visiting ancient sites to living and eating
in them.
In the next section I will outline the context of the
project in more detail, explain its aims and objectives and
why film was chosen as one of the main research
methods. I will then go on to describe the collaborative
methods used to film and edit the final films, with separate
sections outlining the structure of each film. These are
accompanied by a selection of shots from the films
(Figures 1 and 2). The films I worked on were about her-
itage tourism; however, there is a lot to be drawn out of
the process that can be applied to a wide range of
research areas. In particular the way that a research film
can be used to communicate and evoke emotions in
the audience through a mixture of techniques such as
Figure 1 Music, abrupt ‘soundbite’ edits and humour emphasise the authorship behind the sequences
Source: Jacobs (2010b)
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framing, camera position and the editing process. It is
these attributes that make film such a compelling choice
and I will conclude by offering some further points for
discussion and suggesting one way that films can be better
incorporated into the peer-review publication process.
Visualising the past
My research question
In 2001 at least half of the original 16 832 merchant
courtyard houses (bayt arabis) that were listed in the
Ottoman 1900 census of Damascus in Syria (Weber 2002)
were still standing, but visitors were rare and few
remained after dark. But by 2006, just five years later, the
Old City was deep into a process of gentrification that was
transforming it into a thriving cosmopolitan space through
the repurposing of many of these ‘Damascene’ houses
into art galleries, boutique hotels, luxury fashion outlets,
restaurants, cafes, bars and nightclubs.
A similar transformation was taking place in Amman,
Jordan. While it lacked significant architecture from the
Ottoman period, the relatively modest villas of early
modernity, once occupied by colonial British administra-
tors and other city notables, were being redeveloped into
house art galleries, restaurants and cafes.
In both cities, tourists, investors, officials and locals
alike were changing their embodied relationship to the
material and immaterial remnants of the past. The tourist
and traveller no longer had to rely on remote site visits to
abandoned ruins. Now they could immerse themselves in
the past physically, through an intoxicating realm of
senses. They could live, sleep, bathe and eat in it.
In Syria Salamandra (2004) argued this constituted a
‘local expression of a global modernity’. The past was
up for grabs so that the question of what constitutes
authenticity was now ‘a Syrian construct’ and ‘a field of
contestation rather than an essence’ (2004, 4). Peleggi,
commenting on the rise of ‘colonial’ hotels in south-east
Asia, suggested the standard pattern of the heritage indus-
try – where the use value of monuments and museums are
turned into economic value through commodification –
was being reversed.
The monumentalisation of colonial hotels, on the con-
trary, transforms – or more precisely redoubles – eco-
nomic value into use value at the same time that it
increases marketability by ‘restoration’. (2005, 264)
Peleggi also noted how the colonial past was now being
made available as ‘a stage set for consumption practices
and, indeed as a consumable spectacle in itself’ (2005,
264). This seemed very similar to Knudsen’s conclusions
about the tourism to Auschwitze-Birkenau, where the
‘witnessing visitor’ who participates in ‘scene of the
crime’ tourism no longer performs a gaze but ‘invests
Figure 2 Match cut and sound edits are used to emphasise the contrast between different experiences of the Old City
of Damascus
Source: Jacobs (2010d)
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bodily in this place and this investment becomes the coin
of exchange with the past’ (2006, 5).
Fictional film vs video as fact
As noted earlier, research into our feelings and experi-
ences poses a challenge, not only in how we investigate
them, but also in how we (re)present our findings. Smith
and Anderson (2001) have noted that, aside from a few
exceptions, geography has long had trouble with investi-
gating ‘subterranean’ feelings. And if the landscape of
emotional geography is hard to see, then it is even harder
to put into words. It is this ineffable quality of emotions
that puts geographers at risk of ‘excluding and ‘suppress-
ing’ them (Davidson et al. 2005, 2).
So can video/film offer a means to access this subterra-
nean landscape of emotions? Film and video, though
sometimes used interchangeably, also have different aes-
thetics and histories, use different media and devices, and
are often used to refer to different final products.
However, neither is purely digital because they both have
analogue origins.
In academic terms, when the footage is described as a
‘video’ rather than a film the implication is often that
fact is being collected rather than fiction being created.
Video refers to an audio-visual recording of subjects that
offer researchers a ‘small window into lived realities that
no other medium can provide’ (Marion and Crowder
2013).
It shows process and captures actions and words as they
naturally occur in the flow of experience. This provides us
with a multidimensional way of capturing the essence of
whatever we are studying. By simultaneously capturing
verbal and nonverbal acts, ethnographic video provides
access to multiple levels of behavioural data. . . . With
video you can watch a storyteller’s face, see how expres-
sions change and watch body gestures. This opens up a
whole new array of analytical spaces for conducting and
representing ethnographic research. (2013, 67)
Meanwhile, film’s capacity to (mis)represent and manipu-
late time and place via the edit or framing or adding
sound carries all the connotations of a fiction. This
includes the documentary film, first defined by Grierson
(1932) as the ‘creative treatment of actuality’. Ruby, for
example, has argued that very few anthropological films
are fully ethnographic because they rarely reveal their
methods and are so ‘concerned with satisfying the con-
ventions of documentary film’ they end up producing
‘pretty pictures’ (1975, 108–9). My positionality as a
white European researcher looking at the people and
places of the Middle East would also have a strong impact
on my choice of what I represent via my camera. Ethno-
graphic films, as Basu notes, ‘have largely been films
made by “us” (urban white Westerners) about “them” (our
non-urban, non-white, non-Western Other)’ (2008, 94).
Shooting a research film
Filming (or videoing) people and places in Amman and
Damascus was fraught with the danger of reproducing
cinematic stereotypes about the Arab world (Shaheen
2007) and conflating Middle Eastern heritage with a nos-
talgic search for a European colonial past. Both these
habits have long been recognised as powerful Orientalist
tools for the reinforcement of Western hegemony (Said
1978). It was therefore crucial to acknowledge and reflect
back on the positionality of the urban white Westerner (as
both researcher and tourist).
In order to explore the power relationship of the ‘them
and us’ dynamic, situatedness and collaboration was
crucial to this project’s methods as a whole, not just at the
time of filming (it also became the topic of one of the final
themes). I had already spent several years working in the
region (as a journalist, studying Arabic and later as a
Research Officer for the Council for British Research in
the Levant in Amman). Without this background and
network I would have struggled to find partners to col-
laborate with. I wanted to interview a wide range of
people, including foreign tourists and residents, in order
to highlight the different perspectives they had. In Damas-
cus, I worked with a group of young Syrians who mixed
with the then flourishing foreign student community, in
particular Zaher Al Saghir, who ran a small art gallery in
the Old City and also worked in his father’s and uncle’s
souvenir shops. In Amman input and perspective came
from Khaled Haikal, a Jordanian official working with the
Ministry of Tourism and Egyptian ex-pat Dalia Salem, who
had relocated to Amman to be with her French husband
while he worked for the European Union. Over nine
months in 2009 we visited and filmed over 100 partici-
pants (shopkeepers, tourists, heritage experts, government
representatives, expatriate residents and European Union
officials). The cities were also considered as participants,
so framing was as wide as possible, whether it was a
landscape or interview, to capture as much information
about the location (and its relationship to the people on
screen) as possible. By the time I returned to the UK, I had
amassed over 300 hours of recorded interviews and
footage of different heritage sites in both Amman and
Damascus.
Editing a research film and film format
Whatever claims video might have to capture an ‘essence’
or ‘actions and words as they naturally occur’ (Marion
and Crowder 2013), film is a complex form of communi-
cation, interpretation and representation. As a spectator
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‘reading’ a film involves a semiotics of multimodality that
allows us ‘to investigate the multitude of ways we com-
municate: though images, sound and music to gestures,
body posture and use of space’ (Jewitt 2009). But films
do not just allow us to clinically observe some of the
non-visual and non-textual ways we communicate our
feelings; they are a mode of representation that sets out to
‘mobilise, produce and seek to shape emotions’
(Davidson et al. 2005, 10). This is achieved during pro-
duction, through the ways they are shot, and during
editing and post-production with the addition of
audio and visual effects and new meanings cutting up
sequences. And as Russian filmmaker Eisenstein argued,
the use of music and landscape are also key to ‘conveying
moods, emotional states, and spiritual experiences’
(1987, 217).
With Ruby’s warning about ‘pretty’ documentaries in
mind, the question now arose as to which film format
would be most appropriate to (re)present the research
data. Despite cinema’s reliance on landscape for context
and emotional affect, it is not a film format (Lefebvre
2006). Instead genres are categorised by the narrative
style. Documentary ‘modes’ (Corner 1999; Nichols 2001)
use different narrative approaches but most follow a pre-
determined production process in terms of development
(for example storyboarding) and the final format (length
and scene structure) terms. Some are produced alone (the
self-shooter) but most use a professional crew constricted
by time and money to no more than a few days or weeks
on location.
The first sorting stage of editing had taken place while
filming, when sound and video clips had been imported
into editing software (Final Cut Pro) and organised into
‘bins’: exterior shots, close-ups, interviews, background
noise etc. The decision to work with recent graduates from
the National Film and Television School was at first in
order to ensure the final films were of ‘broadcast quality’.
However, it soon became a form of collaborative peer-
review, in that the editors were keen to impose the film
format protocols that they had learnt at the NFTS.
Montage theory, developed in early Russian cinema,
shows how the meaning of original clips, when juxta-
posed next to each other in a sequence, go on to create a
new meaning that was not necessarily present in the
original scene. Through the power of association and
(audio)visual metaphor, edited footage is able to implant
‘an abstract concept into the consciousness of the spec-
tator’ through cinematic symbolism (Jacobs 1954, vii). In
the context of producing a research film, the editing
process can be viewed as a dialogic process resulting in
the construction of a research argument as well as a wider
engagement with film literacy in a more general sense.
Over several weeks working with the editors and the
footage, we struggled to make a film. I had set out to
ensure there was overriding narrative voice but this made
a standard 56-minute film technically difficult because
there would be nothing to stitch the sequences together.
Moreover I was concerned that too many of the rough cuts
created by the editors were too clichéd and formulaic.We
were stuck. It was then that I realised the issue of length
could be solved by making shorter films (from 2 to12
minutes), each covering a different theme. This also gave
the video data an opportunity to have a conversation with
film formats because each film could be constructed using
a different editing style. Publication would be online,
where they could be viewed separately or together, with
or without additional text. The first film ‘Rebranding the
present I’ (Jacobs 2010a) adopted a talking heads intercut
with scenery approach, common to many documen-
taries on television that claim neutrality. ‘Rebranding the
present II’ (Jacobs 2010b) referenced music videos and
advertising styles by using abrupt cuts and a music
soundtrack to highlight the manipulative presence of
authorship. ‘Rebranding the present III’ (Jacobs 2010c)
took a visual arts approach, separating audio from visual,
incorporating still images and using a split screen, while
‘Rebranding the present IV’ (Jacobs 2010d) borrowed
from ethnographic modes of representation, contrasting
interviews with authority figures with those of local
Syrians who knew Zaher Al Saghir. The use of different
film style in each film was also intended as a means of
revealing the research methods as well as a reminder to
the audience to interrogate the mechanisms of represen-
tation when viewing.1
Visualising the past, rebranding the present I
I. Amman – The linear format. Interview footage – includ-
ing medium close-up shots of authority figures in offices –
is intercut with shots of the urban landscape in question.
‘Cutaways’ are used to support or contradict verbal state-
ments. Viewers are given the position of judge in that they
feel they have been given access to all the main issues so
they can come to a conclusion. This positionality encour-
ages the viewer to identify with the expert, whose location
(office) is separated from the subject (heritage). The
‘authorative’ perspective is somewhat destabilised by the
omission of a voiceover.
Visualising the past, rebranding the present II
Mysterious Syria – Brief excerpts from interviews
with tourists, filmed while shopping in the Old City and
responding to the same questions, are edited into in a
sequence. These ‘soundbites’ allow individual comments
to be presented as group ideas, and cutting them between
a Syrian man singing and playing the oud (in a neighbour-
ing shop) emphasises the sense of place. Landscape as
background is also brought to the foreground via framing
that is fixed to increase audience awareness of location.
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Structure, and humour, is provided by the music, interac-
tion between interviewees and timing of the cuts.
Visualising the past, rebranding the present III
Audio-visual Levant – An exploration of the relationship
between word, sound, image and text using still images, a
split screen and a music soundtrack. The only words come
from signage describing hotels, bars, cafes effectively
mapping the tourist landscape. The soundtrack – a record-
ing of a men singing at a wedding in Damascus – is taken
from the same place the signs describe but recorded on a
different occasion and connected via the editing process.
Visualising the Past, rebranding the present IV:
bitter coffee
Bitter coffee – Highlighting the impact of film as collabo-
ration via the ‘match cut’. Sequences of formal, office-
based interviews with state representatives are intercut
with noisy in-situ commentaries from Zaher’s friends, col-
leagues and neighbours in the Old City. The film cuts from
the Minister of Tourism (in front of a portrait of President
Assad) telling us ‘tourism is an image’ to a man selling
bird seed to young Syrian couples who believe feeding
pigeons in front of the Omayyad Mosque will help them
conceive. Sound edits stray into the next scene so that
banging from a metalwork shop resonates into the next
scene where a retired French lighting engineer shows us
his beautiful restored house in Nofara (a quarter in the
Old City).
Watching a research film
When people watch films their gaze tends to move across
the screen in a less restricted movement than if they are
reading a book (though there is a common pattern for
action shots, our gaze wanders on still shots). There have
been sporadic attempts to produce a scientific language of
film. In the 1960s structuralists such as Barthes (1977) and
Bonsiepe (1963 1965) working in semiotics attempted to
identify and quantify the text-image (e.g. in an advert)
as a form of rhetoric and therefore reveal the systems
behind such a powerful form of ‘persuasive communica-
tion’ (Bonsiepe 1963). Although this idea fell out of favour,
digitality has revived interest with attempts to model how
audio-visual rhetoric works ‘whether it be with the inten-
tion of educating the public, amusing it or arousing emo-
tions’ (Joost and Scheuermann 2008, 5).
The ‘Rebranding the Levant’ films were about our rela-
tionship to the past through place. As such, I took great
pains to include as much of the place as possible, visually
in every frame even when people were talking and
through the soundtrack. Watching the films now I can see
Eisenstein’s argument (paraphrased by Lefebvre) that land-
scape and music in films are also the key methods of
expressing what is ‘otherwise inexpressible’ and they act
as ‘a complex bearer of the possibilities of a plastic inter-
pretation of emotions’ (Lefebvre 2006, xi). ‘Rebranding
the Levant II and III’ both used music to evoke a response
beyond or behind the image. Ryan and Farbotko (2014)
note the relationship between the ‘visceral and discursive’
within sound, merging feminist theory ‘to explore the way
physical sensations connect us to ‘uneven networks of
power’ (2013, 5). Nevertheless the films also carry ‘aural
images’ (Chion 1994) defined by Caquard et al. as sounds
that ‘lack a concrete visual identity’ and ‘exist solely on
the soundtrack in the form of music, voice-over, or pure
sonic atmosphere’ (2008, 1221). In this way the listener/
viewer can access a huge range of non-verbal aural infor-
mation that interacts with the visual information.
While I purposely avoided an authorial voice-over to
avoid over-direction of the audience, many people spoke
to camera. For Zoller (2013) the image alone is too
passive and voice is the source of agency. Adding a voice
‘enters the image, breaks and dissects it; the voice
deepens the meaning of the image as what we hear
changes what we see’. If music and landscape are insepa-
rable from feelings in films, words and voice (narrative)
are often considered the dominant, rational, analytical
tool. Moreover the possibility arises that without voice we
risk disempowering our subjects.
Conclusion
Davidson et al. have suggested that the world of emotions
has been ignored in the past by geographers because
emotions ‘are never simply surface phenomena, they are
never easy to define or demarcate, and they not easily
observed or mapped’ (2005, 2). This resonates with Tolia-
Kelly’s concern that ‘embodying a “looking-onto” rather
than “being with” orientation’ can lead towards ‘surface
geographies’ that ‘depoliticize and make palatable the
material world’ (2013, 157). Aside from a rhetorical
approach, improving geography’s media literacy requires
new skills of interpretation and analysis, particularly
regarding the entangled relationship between sound
(including music) and voice, and image (subject and land-
scape) and written words (e.g. subtitles and signage) and
the way these connect to the subjects and landscapes
being researched.
One of the possible reasons for our lack of attention to
the emotional world might also be connected to the visual
bias of language (in metaphorical English at least). When
dealing with abstract (intangible) or visceral (tangible but
invisible) feelings that are hard to see, they can be even
harder to write about. Film’s eclectic set of audio-visual
techniques and technologies seem a particularly apt
research tool for exploring, representing and interacting
with emotional geographies. Certainly while carrying our
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research into our relationship with the past via heritage
tourism, I found film could be very useful for a ‘being
with’ rather than ‘looking-onto’ approach. This was
evident at a number of junctures. First, the practice of
using a camera is increasingly ubiquitous and already an
integral part of our daily activities (especially when
performing tourism). Second adopting a collaborative
approach to filming not only produces different know-
ledges via access to a range of points of view, it also
requires a serious investment of time with research par-
ticipants and a willingness to go to where they live and
work and cede control. Third, the technical filmmaking
process that uses artificial eyes and ears to capture light
then manipulates this data by focusing, framing scenes
and editing sequences (manipulating time and space and
the relationship between the subject and their back-
ground) can affectively offer new meanings in a media
that goes beyond textual and verbal communication.
Which leads us to the final juncture, watching and listen-
ing to the film. This can happen in a lecture, an online
learning environment, as part of a conference presenta-
tion, in the cinema, or using a tablet, smartphone or
laptop. The screening can be part of a workshop with the
participants for feedback. The mutability of digitised film
(Mariategui 2011), that is the way film can now be viewed
on a variety of different screens and via a range of on and
offline channels, allows film to circulate across a wide
range of networks.
While the acts of filming collaboratively, working with
editors and screening the film back to the participants,
can all be likened to a form of ‘peer’ review that shapes
and informs the final film output, the capacity to submit
research films for peer-review to colleagues in the disci-
pline is not yet established. Perhaps this is partly due to a
degree of suspicion about the abilities of film to manipu-
late our emotions and its association with the delivery of
entertainment and the marketer’s art of persuasion in the
film and television industry. Perhaps rather than ignoring
these abilities, or attempting to limit academic films
to documentary treatments of ‘actuality’, we should
instead welcome the visceral and emotional qualities of
audiovisuality and use it to advantage, as an opportunity
to work with the ineffable. Using video as a research
method that then becomes your final research output as a
film puts a research film in a very interesting place. A
research film should not have to mimic the peer-reviewed
journal article in its current form, or be presented uncriti-
cally as a ‘documentary’, ‘ethnography’ or ‘videography’
without any analysis of the choice of media of represen-
tation. Peer review is nevertheless crucial but models
already exist in practice-based disciplines like Drama,
where performances are submitted with an abstract for
review. Geography journals could allow research films to
be submitted (with an accompanying template outlining
the film’s research questions, context, methods and objec-
tives) for review and the review is then published. This
will make films eligible to be assessed for quality of
research by systems such as the UK’s Research Excellence
Framework.
Note
1 While the video that was recorded was manipulated to
present a narrative and landscape, no additional material
(audio or visual) was used that did not originate from the site
of fieldwork.
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